Haydn's uses of third-related keys, especially as they occur in or among thé movements of a multi-movement work, cannot easily be explained using eighteenth-century conceptions of key relation. The inadequacy of existing theory is graphically illustrated in August Kollmann's Essay on Practical Musical Composition, 1 in which the author attempts unsuccessfully to rationalize certain key relationships among the movements of Haydn's piano trios Hob.XV:27-29.
It is possible, however, by examining the evolution of Haydn's approach to the use of third-related keys to speculate on a rationale the composer himself may have had in mind in the use of these key relationships. Obviously there are dangers in this line of approach: Haydn was not a theorist and he did not feel compelled to articulate any specific theoretical system either in writing or in conversations with his early biographers. Although the composer's ultimate intentions can only be a matter of speculation, the body of music from which this concept of harmonic relations can be inferred is substantial and the evolution of Haydn's methods can be traced clearly. This paper considers the issue of Haydn's third-related keys in three ways: first, by examining briefly the writings of certain late eighteenth-century theorists; second, by proposing a new theory that is suggested by Haydn's actual practice; and finally, by tracing the evolution of this system in Haydn's later instrumental works.
In his recent article, "The New Modulation of the 1770's: C. P. E. Bach in Theory, Criticism, and Practice," Richard Kramer sheds new light on a revised edition of Bach's Versuch uber die wahre Art das Clavier zu spielen that was published in 1797 by Engelhardt Schwickert. 3 In a supplement that was added by Bach to the last chapter of his treatise the subject of modulation to distant keys is discussed and examples from certain works of Bach-identified for the first time in modern writing by Kramer-are given as illustrations. In the course of his discussion of a Rondo in C major (which Kramer identifies from the collection Clavier-Sonaten nebst einigen Rondos fur Kenner und Liebhaber. . . W.56), Bach offers a rationale for modulations to keys that are not closely related: 4 When I played this rondo, I was asked . . . "Who but yourself would dare go directly from C major to E major?" I replied, "Anyone can and will assuredly do it who knows that E is the dominant of A, and that A minor is very closely related to C major."
This rationale for distant key relations is common among theorists of the second half of the eighteenth century. For example, in Die Kunst des reinen Satzes in der Musik (1771-1779), Johann Philipp Kirnberger writes that when it is "occasionally ... necessary to modulate quickly to keys that are remotely related to the main key," it is usually accomplished in this way:
5
One takes the dominant of one of the keys to which one can go directly from the main key [i.e., the dominant of one of the five closely-related keys] and, without closing from there to its tonic, reinterprets it as a tonic triad, from which it is now possible to progress by one step to any triad contained in its scale.
By way of illustration, Kirnberger shows that it is possible to modulate from C major to F-sharp major by first going to the dominant of the closely-related key of e minor. As he describes it, "if one now conceives of this B major triad as the principal tonic, it is possible to go directly Unfortunately, this rationale cannot be used when the two keys are reversed, as they are in the change from A major in the second movement to C major in the last movement. As a result, KoUmann is in the unpleasant position of either having to argue against one of the composers whose style he has previously indicated is worthy of emulation or to sanction a progression for which he can offer no justification. He chooses the former course:
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The second case is in the same Sonata, where the second movement ends in A major, and the third one begins in C major, which as it is too great a skip in harmony, ought not to be imitated by young composers.
On the surface it might appear that another work in the group of three trios that KoUmann discusses would ofifer a still greater challenge. In Hob.XV:29 the movements are in the keys of E|>, B, and EJ>, respectively. The keys of the three movements, then, are not merely third related but enharmonically third related (i.e., B major in the second movement is the enharmonic equivalent of C[>). KoUmann's discussion continues:
10
The third and fourth case is in Sonata III, where the first movement is in E-flat major, the second in B (or C-flat) major, and the third in E-flat major again. Both of these changes are very good, according to the rules mentioned just now. 9 Ibid.
10 Ibid.
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Clearly Kollmann is in error, since his concept of "abrupt modulation by omission" cannot be applicable in this instance (i.e., neither B nor C|> can be a diatonic triad in the key of EJ>). This seems, on the surface, to be a stunning example of a theorist simply ignoring a procedure that he is unable to explain. At the same time, however, Kallmann's ready acceptance of an enharmonic reinterpretation of B as C-flat suggests the beginnings of a new rationale: that the key of the second movement is derived from the parallel minor of the tonic, eb. This new rationale resembles Schenker's theory of mixture or combinations if Schenker's original theories can be extended to apply to a new structural level, that is, if mixture can be applied not only to large key areas within the movement but also to the tonalities of movements within the cycle.
In his article on tonal organization in the music of Franz Liszt, Howard Cinnamon employs the concept of mixture to describe three different but related procedures.
11 "Primary mixture," the exchange of pitches or triads between parallel keys, corresponds to "combinations" as the term is used in Elizabeth Mann Borgese's familiar English translation of Schenker's Harmony. . The "chromatic mediant" relationship is described on pp. 303 and 409, the "double chromatic mediant" relationship is described on p. 432, and "secondary mode mixture" is described on p. 333. interpretation of the tonic. 18 Cuyler suggests that any scale in Haydn's usage encompasses a set of pitches that includes both the major and minor forms of the tonic. This study would expand Cuyler's concept further to suggest that, where key relationships are concerned, Haydn treats all keys as if they were interchangeable with their opposite parallel forms. In the piano trio Hob.XV:27, then, the change from C major in the first movement to A major in the second movement does not require an elaborate explanation based on fifth-relations, as Kollmann attempts, because to Haydn the key of A includes both its major and minor forms and the latter is a closely-related key to C major. Similarly, in Hob.XV:29 the tonic of the cycle as a whole, E|>, includes in Haydn's usage its parallel minor, to which the enharmonic equivalent of the second movement is closely related.
It is the contention of this study that Haydn
Haydn's substitution of one mode for its opposite parallel form could be called modal interchange. Figures 1 and 2 diagram all key relationships that are possible in a system in which modulations are confined to closely-related keys but within which all keys are considered interchangeable with their opposite parallel forms. Figures 1 and 2 show that if there is no modal interchange involving either key 1 (i.e., the original key) or key 2 (the goal of the key change), then the tonality of the latter is restricted to the five closely-related keys. If modal interchange is applied to key 1, taking C major as an example, the range of possibilities consists of keys that stem from Schenker's first stage of mixture (i.e., simple or primary mixture). These include c minor and all of its closely-related keys. If key 2 is subjected to modal interchange, the range of possibilities consists of keys which are derived from the second stage of mixture described above (i.e., secondary mixture) and includes keys whose parallel forms are closely related to C major. To take this line of reasoning to its ultimate logical conclusion, relationships might be considered in which modal interchange is applied both to key 1 and to key 2. This process might be called double modal interchange since in such cases the relationship derives from Schenker's third stage of mixture (i.e., double mixture). As Figure 2 indicates, the range of possible key relationships includes all keys that have an opposite form that is a key closely-related to C major's opposite form.
This system can be tested and refined by comparing the key relationships possible in Figure 2 with key relationships that are found in Haydn's works. This comparison reveals that Haydn's usual practice is to use only key relationships in which there is a common tone between tonic of the cycle as a whole and the tonic of a deviant movement. For example, the ascending and descending major second relationship (e.g., C to D or C to B^)is not used in Haydn's works while the theoretically more distant ascending and descending major third relationship (e.g., C to E or C to A|>)occurs in several examples.
By tracing the evolution of Haydn's use of third-related keys in his instrumental works one can gain some sense of how Haydn's thinking about these key relationships might have developed. The following survey considers three major groups of Haydn's instrumental music: the solo and ensemble keyboard works, the string quartets, and the symphonies. Three general observations can be made: 1) abrupt shifts to third-related keys were used within movements, and particularly near the beginnings of the development sections of sonata forms, before these key relationships appear between movements of the cycle, 2) there is usually some attempt to prepare the listener for the appearance of a third-related key by means of brief reference to that key in the course of some section that is normally tonally unstable (for example, the transition section of a sonata form), and 3) the earliest uses of thirdrelated keys involve a bi-modal interpretation of the tonic of the cycle as a whole rather than a bi-modal interpretation of the tonic of the deviant movement. ... took the liberty not of offending the ear, of course, but of breaking the usual textbook rules, and wrote beneath these places the words con licenza. Some cried out, "A mistake!" and tried to prove it by citing Fux. I asked my critics whether they could tell by ear that it was a mistake? They had to answer No. 
Haydn
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Two further steps remain to be shown in the evolution of Haydn's approach to third-related keys: the use of key relationships which involve a bi-modal interpretation of the second key rather than the first (or, in cases in which an entire movement is in a third-related key, the use of key relationships involving a bi-modal interpretation of the key of the deviant movement rather than the key of the cycle as a whole), and the use of key relations involving the mediant rather than the sub-mediant. These techniques appear primarily in instrumental works which date from the time of the London visits and later.
In the minuet of the Quartet Op.74 No.l (which dates from 1793) 24 there is an example of the first of these practices. In this movement the minuet is in the key of C major and the trio is in A major. The relationship results, then, from Schenker's second level of mixture (i.e., "secondary mixture"). As in other examples an "explanation" is provided after the fact for this key relationship. The trio concludes with a section in a minor (demonstrating the bi-modality of A) that is presented over an "e" pedal ( In XV:25 there are two themes in G major and g minor respectively. One of the variations of the second theme is in the key of the submediant, e minor, a remarkable departure from Haydn's usual practice of at least beginning each variation in the key of the tonic. In this way the key of the major submediant, E, in the second movement is prepared.
Thus far the examples presented exemplify either Schenker's first or second stages of mixture (i.e., "primary" or "secondary" mixture). But are there any examples of "double" mixture in the works of Haydn, or, in the terminology of modal interchange, are there examples in which the opposite form of the first key is a related key to the opposite form of the second key? Examples of this are found in Haydn's operas, which lie outside the scope of this paper, but few are found in the instrumental works. An apparent example of this practice is found in the quartet Op.74 No.3, in which the four movements are in g, E, G, and g, respectively. In this case the key of the second movement has an opposite form, e minor, that is a closely-related key to the opposite form of the tonic of the cycle as a whole, G major. In reality, however, the first movement of this cycle begins in g minor but concludes in the key of G major, thus there is no point at which the keys of g minor and E major are juxtaposed.
The quartet Op.74 No.3 illustrates a point made above: that Haydn's usual practice is to confine tonal relationships to keys in which a common tone exists between the tonic of the first key and the tonic of the second key. There are exceptions to this general rule, however. In the well-known piano sonata Hob.XVI:52 the three movements are in the keys of E|>, E, and E(>. Even this most unusual key relationship can be explained as a form of modal interchange if one keeps in mind Haydn's tendency to offer "explanations" for unusual key relationships. In this case the explanation comes in the first movement near the end of the development section (Figure 10 ). 
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Here a tonicization of the key of the relative minor, c, ends in a half cadence in measure 68 that is followed by a passage in the key of E major. This is an example, then, of double modal interchange in that the opposite form of c minor-the prevailing tonic-is a related key to the opposite form of the new key. The connection between the key of the tonic and the key of the second movement is less clear. To some this may seem to be a simple case of Phrygian mixture (spelled enharmonically), a type of mixture described by Schenker in Harmony. Keeping in mind example 10, however, perhaps this is a case in which it is not the parallel minor of the first key that is related to the parallel minor of the second key but rather it is the opposite form of the relative minor that is related to the opposite form of the second key.
This may appear to be a complex rationale, but the individual steps of the process, taken separately, are reasonable. Since Haydn has shown in the development section of the first movement that the keys of c minor and E major may be juxtaposed, it is a reasonable step to substitute EJ> major for its relative minor. In other words, if EJ> major is considered to be interchangeable with c minor, c minor is interchangeable with C major, C major is related to e minor, and e minor is interchangeable with E major, then it is reasonable for Ej> major to proceed to E major.
In summary, eighteenth-century theories of key relationship based on fifth relations are not adequate for an explanation of Haydn's music. Kollmann's discussion in particular reveals an obvious flaw in this line of reasoning. Moreover, his comments are entirely concerned with an intellectual justification for a process he does not adequately explain and seem unrelated to the aural effect of the music. If Kollmann is prepared to accept the sound of the juxtaposition of the keys of C and A in that order, it hardly seems reasonable to exclude these keys in the reverse order-in which they present a relationship that is no more distant aurally-merely because they do not conform to the fragile edifice of logic he has constructed. In Haydn's case, on the other hand, it is clear from his remarks to Dies that sound is his principle concern and not the artificial distinctions of eighteenth-century theorists.
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